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We are a student collective producing a publication 
to share written and crafted student work. We are 
where those interested in finding their own voice in 
architecture come together. We are a student body 
of thought.
Despite the shared experiences of our education, we 
differ in our interpretations and intent with respect 
to architecture as a discipline. These fundamental 
differences in our perspectives encourage critical 
discussions that broaden our understanding as 
individuals and a whole.
These statements are true each year of Datum but more 
so of this particular issue. Though we typically choose 
a topic rather early on in the development of our 
writing, this year we decided against choosing a formal 
topic as they have been too constraining in the past.  
As we reflected upon the collection of individually 
developed essays near their completion, we found the 
writing to be exceptionally varied and characteristic 
of the diverse interests of the group. Therefore the 
common thread between them was that each piece of 
writing more honestly represents the perspective of 
DATUM IS A 
GATHERING OF 
THE VARIED 
PERSPECTIVES OF 
ARCHITECTURAL 
STUDENTS.
the writer, without being held to 
an overarching topic that may have 
otherwise limited their editorial. 
The final product is therefore a 
representation of the full spectrum 
of our experience.
Our intent for this edition of 
Datum is that it will inspire 
others, in the study and practice 
of architecture, to examine their 
own perspectives and the subsequent 
perspectives in the hope that 
this generates further questions 
culminating in a more complete 
picture of the discipline. The 
writings that follow are of a group 
of students interested in exploring 
beyond what our basic education 
provides us. It is a glimpse into 
our interpretations as students 
of architecture.
Jazz is a social music.
The Social Jazz Center project 
takes this idea and translates it 
to internal building relationships 
as well as external site and 
city connections. Based in an up 
and coming area in the city of 
Boston, the SJC project becomes a 
destination within the neighborhood. 
The LED media wall allows for 
promotion of upcoming events and 
activates the Fort Point channel as 
viewed from the Kennedy Greenway.  
The project draws the energy 
present in the greenway across the 
channel and into the developing 
Innovation District.
The base of the design is a strong 
and simple Parti. The Parti is 
understood as three main parts. 
The main 1200 seat performance hall 
and leasable office tower interface 
with a hybrid programmed public 
space. The lobby space becomes a 
social hub. It is used on a day to 
day basis with access to shops, 
cafes, a bar and a fine restaurant.  
There is a small performance 
space incorporated into this lobby 
environment. The small performance 
space is a highly adaptable black-
box theatre that can accommodate 
a wide range of performance types 
with the idea that it could host 
events on daily basis.
This dynamic public environment 
becomes a social space connecting 
building to site and site to city. 
By creating a multi-use environment 
the project becomes a social hub for 
a new neighborhood. A destination 
within the community and city.
ADAM AALGARD, PETER CILEK
Arch 403, 5th year

The first precedent I ever used for inspiration on 
a project was the Casa Malaparte. It is a modernist 
house designed by Adalberto Libera, for an artist upon 
the island of Capri, Italy. It is a rather unimpressive 
brick building built with a relatively open floor plan 
and very few decorative design features. As a first 
year student, it was a massive letdown to have such a 
building be my precedent. In short, the Casa Malaparte 
is ugly and fairly boring, but its surroundings are 
beautiful. The more I studied the house and its 
relationship to the site, the more I grew to appreciate 
the beauty in its simplicity. It was a turning point 
in my education where I realized that a simple, clean 
form could be very beautiful. I also learned a very 
important lesson about the process of work and the 
learning experience that you gain from it. Visiting this 
first precedent, which I have grown to love, became one 
of my goals in life. 
 
 
During my semester abroad in Rome, I was afforded a 
chance to visit the island of Capri on a class trip. As 
soon as I heard these plans, I had only one destination 
on the island that day. Casa Malaparte. We set out 
early, bussing from our hotel to the harbor ferry that 
would take us from Napoli to Capri. The trip took forty 
five minutes, but was pleasant due to the fantastic 
weather. Once we landed in the harbor, we disembarked 
and began exploring the island. My first goal was to 
find a map. Fortunately for me there was a tourist 
information center, where I picked up a map for free. 
I then set out with some friends towards the first 
waypoint on the road to the Casa Malaparte, the town 
FINDING 
CASA  MALAPARTE
DAVID BROCKSHUS
I REALIZED THAT A SIMPLE, 
CLEAN FORM COULD  
BE VERY BEAUTIFUL

center of Ana Capri. The roads on Capri were especially 
narrow and were comprised completely from cobbles 
or bricks from the mainland, and were intersected 
by stairways to expedite travel up the sides of the 
mountains. We started walking up the switchbacks 
towards the city center, when we found a set of stairs 
that seemed to cut through the villas and resorts, 
skipping the long circuitous route of the switchbacks. 
We immediately became disoriented and were soon walking 
off course through some of Capri’s famous lemon groves. 
We soon found our way back on course and made our way 
into the rather disappointing town square. From here my 
companions and I had a quick photo looking down at the 
harbor, a glance at the map, and set off down the road 
to the Casa Malaparte. 
One interesting fact about roads in Europe is that 
they change names and/or direction without indicating 
so on a map. This little piece of information was 
especially true of the roadways on the island of Capri. 
This became a problem at one of the first intersections 
we came to. We became lost immediately after leaving 
the town square, but fortunately for us we had found 
our way back onto our desired road by accident, a 
fortunate mistake. We realized the error, and soon 
began exploring the other roads at each intersection. 
This strategy led to further delays, as well as 
undermined our trust in our map. We soon approached 
a scenic overlook that is built into the side of the 
hill in front of a restaurant. It has a fantastic view 
of the sea and the far side of the island. We paused 
for another photo opportunity, then consulted the 
map for directions. It said the road continues from 
this point on further towards Casa Malaparte, but the 
overlook appears to be a dead end. We track back to 
the last intersection in the road and take another 
stair up a hillside to a parallel road that ultimately 
leads to another dead end. It didn’t seem as if I was 
going to make it to my goal. We started to trudge back 
to the road we were originally on when we ran into a 
resident on the island. We asked for directions, and 
she pointed us down the road back towards the scenic 
overlook. We immediately decide she 
misunderstood us, but she repeats 
her instructions to us with more 
gusto than previously before and 
insists that we continue down that 
path. We walk back to the overlook, 
where after further exploration, we 
find that we needed to walk around 
the corner of a building and tree 
that hid our desired path. This near 
imperceptible entrance is further 
obscured by the fact that our focus 
was drawn to the beautiful vista 
instead of the path. We start down 
the road again, which is noticeably 
narrower and almost immediately 
begins to hug the edge of the hill. 
I have walked more than halfway 
across this island to reach this 
point on my journey, but we have 
turned the corner of the island and 
now are walking along the crags of 
the mountains on the west end of 
the island. The road we were walking 
along was always narrow, crooked and 
hilly. But now it has transformed 
into a small path cut into the side 
of the mountain with a guardrail 
that prevents one from falling 
down the jagged mountain face. 
My companions and I continue to 
walk the path that now follows the 
contours of the earth as it snakes 
around the ins and outs of the 
mountain. Now, I must mention that I 
have a fear of heights, which, when 
the guardrail starts to diminish 
along with a drop in the quality 
of the path, becomes an issue. But 
despite my fears, our scenery is 
beautiful in an unearthly way.  
We round the mountain to where there are giant teeth 
shaped rocks sticking out of the sea. It is one of the 
most beautiful pieces of scenery I have ever seen. I 
stride forward, believing that now I can truly reach 
my goal, because the map says that the house is just 
around the next jut in the coastline. While walking 
down this path I began to notice that the guardrail 
has slowly dissipated into a curb on the edge of the 
path, and with my fear of heights this is incredibly 
unnerving. I begin to sweat profusely, but I steel my 
reserve to soldier on. The path is becoming rougher and 
rougher and as we turn around the jut in the mountain, 
the side of the path just over the curb turns into 
the edge of a cliff. This was the end. I was thinking 
that there  was no way I was going past this point on 
my odyssey, but through a gap in the trees I could see 
Casa Malaparte practically glowing in the sunshine upon 
its perch above the azure field of the Mediterranean. 
At last I was in sight of my objective! My spirits were 
soaring as I laid aside my fears about the road and 
continued on. And just as quickly as my spirits had 
been raised, they were dashed. The pathway was under 
construction up ahead, we could go no further.  
 
 
 
I had failed in my quest to reach Casa Malaparte. As 
I walked back I realized that I had been so focused 
upon the path that I was walking, I had ignored the 
immense beauty of my surroundings. That was the true 
beauty of Casa Malaparte. The house was built in such 
a remote and beautiful area to emphasize the beauty of 
the process of reaching this point. And once you have 
reached the comforts of the house, all views face back 
towards the beautiful coastline where the journey took 
place. My journey is still unfinished, but now I am 
traveling with my head up enjoying my surroundings as I 
walk towards my destination.
The MashUp project is an 
installation piece that builds off 
the improvisation and layering 
present within Jazz music.  
It combines three assigned elements, 
a piece of music [Phillip Glass, 
Train 1], a work of architecture 
[Frank Gehry, Disney Concert Hall], 
and a location within Boston 
[Charles River] into one piece.  
The images shown are the result 
of a simple construction that uses 
cubes to represent the structural 
blocks of music, assembled in an 
impromptu fashion, acting as the 
backdrop for two images projected 
simultaneously. The images shift 
and change as the sculpture moves. 
A video incorporating a time-lapse 
of the assembly, the Phillip Glass 
music piece, stills, and video 
of the projections was the final 
product of this endeavor. 
ADAM AALGARD, PETER CILEK
Arch 403, 5th year
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Last year in the College of Design there was a large 
installation that invited students to inscribe upon 
it their own suggestions for ways to enrich their 
education. In bold blue letters, someone had written 
that they do not want to be looked down upon for what 
major they are in. In our College, there is a kind 
of stereotype that every major has a different level 
of difficulty. A corollary of this is that students 
of various majors operate at different levels of 
intensity, meaning that some students work harder 
than others, that some students are ‘above’ others. 
I am inclined to reject this point. How can such a 
claim be made when the education of the designer is, 
fundamentally, self-driven? We do not ‘study’ design, 
we ‘do’ design. Additionally, the design assignment, 
regardless of discipline, is judged subjectively in an 
ecosystem of peer work. Any difference in arduousness, 
then, must come from the level of motivation of the 
class, not the discipline itself. An instructor will 
point you in a direction, but it is up to your peers to 
push your rate of production. They will challenge the 
strength of your proposal simply by making their own 
proposals. One major is more strenuous over another by 
virtue of the overall motivation of the class, not by 
virtue of some kind of objective difficulty inherent 
in the discipline itself. In order to gain a more 
experienced perspective regarding these notions, I met 
with Pete Goché, instructor in both the departments of 
Industrial Design and Architecture. 
BOUNDARIES
TONY GONZALEZ
ONCE THE 
ILLUSORY WALLS 
BEGIN TO DISSOLVE, 
THE MIND IS 
OPENED UP TO ALL 
INSTANCES AND 
PEOPLE FROM 
WHICH TO DRAW 
INSPIRATION
The majority of our conversation revolved around 
uncovering the possible origins of the phenomenon, 
rather than discussing its validity or consequences. 
Pete made it seem as though he views design as a 
fundamental action, nearly identical in all disciplines. 
We all produce artifacts, be they purely visual 
elements, models, or some other kind of tool to 
inform our decision making. Regardless of this fact, 
there remains a division between the fields. One 
key difference seems to revolve around scale. When 
designing Architecture, rarely does the maker have 
the luxury of producing artifacts at the same scale 
they will realize in their final iteration. Other 
disciplines, such as Industrial or Graphic Design, 
have the certain ability to produce iterative work at 
the same scale as their final realization. Landscape 
Architecture and Community and Regional Planning, 
however, are executed at an even larger scale than 
Architecture is, and yet our discipline retains an 
undeniable arrogance. 
Beyond the question of scale is the question of 
politics. Architecture, in comparison with the other 
majors, has an emphasis on highly individualized work. 
This being the case, emphasis in school is placed on 
the individual student and their work. Arrogance, Pete 
suggested, bubbles up from this kind of organization. 
This arrogance can be useful at times, when a 
particularly strong idea advocates a particularly 
strong defense. 
In addition to his work here, Pete has taught art at 
Drake University. He claims that there is a certain 
distinction between the student of design and the 
student of art, in that the art student is much more 
reluctant to answer the question of ‘why’ in relation 
to their work. The architecture student, however, is 
expected to not only answer the question succinctly, 
but to produce an adequate amount of evidence for 
their reasoning. This expectation may come from a  
kind of arrogance within the discipline, the line of 
thought that says, “Of course I have an answer,  
I am the architect.” 
Regardless of these phenomena, the fact remains 
that all of art and design is concerned with similar 
elements including aesthetics, joinery, and materiality, 
be they literal or abstract. This being the case, it 
is imperative to benefit from cross-pollination across 
disciplines. Once the illusory walls begin to dissolve, 
the mind is opened up to all instances and people from 
which to draw inspiration.
AND YET OUR 
DISCIPLINE RETAINS 
AN UNDENIABLE 
ARROGANCE
This piece was inspired completely by 
the unique slab of solid hardwood; a 
black walnut board that had a taper 
on its long side, there was also a 
split down the middle, a crack that 
was reminiscent of a canyon. The 
river erodes the bank and leaves a 
canyon; similarly, a defect in the 
tree forms a crack. The butterfly 
joints bridge the two sides together 
and the legs respond to the dynamic 
gesture in the table top. The canyon 
and legs rest like ruins that tell 
the story of the crack.
no.3
JASSIM AL NASHMI
ArtIS 320, 4th year
Photo by George Ensley
Columbus is about community; this 
is its identity and bonding is 
what makes it last. The legacy of 
Columbus’ innovations in industry 
and architecture has shaped the 
community and has had significant 
positive impact on the people’s 
pride towards the city. This pride 
unites the people. The public 
buildings commissioned in the past 
have been one way of uniting the 
people. This intervention is one 
in which the legacy is showcased 
as a way of telling the story of 
Columbus, and one that acts as a 
platform for bonding. Providing an 
opportunity for the city to express 
its identity of community will, in 
turn, sustain its character for 
generations to come.
Since this idea of a communal 
city was important, we wanted 
to incorporate a plaza space in 
our design and it had to be big 
enough to accommodate a variety of 
activities. It is located on the 
south part of the site where most 
visitors and residents coming from 
city landmarks or parking lots would 
be approaching the site. Part of 
the cafe seating bleeds out into 
this exterior space, adjacent to 
this is the main path that directs 
you straight to the building 
entrance. The path has public seats 
and green space on either side 
and to the west is an accessible 
depressed performance area for 
concerts or watching movies, and 
can also be used as an extension 
for the community room directly 
JASSIM AL NASHMI
Arch 401, 4th year
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connected to the plaza. The rest of 
the first floor is for the Museum 
Shop, Architectural Archives, and 
Educational Room and the second 
and third floors are dedicated to 
the museum exhibits. The temporary 
exhibits as well as the art and 
design collection occupy the second 
floor and the third floor is for 
the industrial design permanent 
collection organized based on scale 
of objects, the company they were 
produced by, and the noise level 
(because some machines would be 
active such as conveyor belt flow 
production units powered by Reeve’s 
pulleys). The third floors gets an 
abundance of daylight due to the 
large skylights above each exhibit 
but in order to get light down 
to the second and first floors a 
series of 8’x8’ glass light shafts 
were introduced that were spread 
throughout the building and aimed 
to get light into all the different 
spaces on the first floor.
On the exterior, the building is 
clad with stone on the second 
and third floors and glass and 
perforated steel on the first.  
The steel was perforated with a 
pattern inspired by the organization 
of the building and the same pattern 
is present in how the stone is 
cut and laid. For the glass lights 
shafts that touch the exterior 
walls, the treatment is different; 
there is a wood louver system that 
provides shading but also allows 
indirect light in.

I had never been told I was wrong. Wrong, as in 
completely incorrect on account of effort, perception, 
opinion, even methodology.
Enter my first year within the College of Design.
The CORE program introduces beginning design students 
to the several divisions of design, allowing one to 
discover which program incorporates their interests 
best. For many, that discovery was architecture. 
However, the competition to gain admittance registered 
on a new, much larger scale. How was I to engage design 
given this intensified competition? The answer felt 
obvious; “the professor is always right.”
Competition is the main drive behind students in 
the year of preparation for application. Professors 
teach with the hope that students begin to establish 
a design process. This hope remains, even with the 
knowledge that true motivation for students often 
lies in achieving the most popular design. That 
comparative atmosphere was evident from the start 
through conversation amongst peers, one-on-one desk 
critiques and final reviews. Professors and students 
formed recommendations acknowledging work produced and 
offered advice for change. Editing a project based upon 
what the professor thought was best always felt like 
the only answer. These reviews produced many meaningful 
conversations, as well as some of the most confusing. 
As a first year, I soon became consumed with this idea 
that if I didn’t carry out the project the “right” way, 
I would achieve nothing. 
INCEPTION 
OF
 WRONGNESS
JILL MALTBY
I quickly found myself completing iteration after 
iteration, searching for the moment where my professor 
would cease all criticism and accept my work as 
complete. I never did find such a moment. Analysis of 
those iterations never led me to feel the goal was 
to achieve a greater understanding of the project. 
Iterations were completed because the professor said as 
many iterations as possible was often the best route. 
With all of this preoccupation with right and wrong, 
surprisingly, I had never been told that I was right 
or wrong. The dominant levels of competition drove me 
to believe that there had to be a right answer. With 
my acceptance into the program, I assumed that I had 
found the ‘right’. I had no idea how this mindset  
would soon change.
The first week in the program was terrifying. To say 
that we were completely overwhelmed in the language, 
ideas, and culture linked to architecture was an 
understatement. Starting a project with little to no 
guidance became our new routine. Where to begin if 
the words ‘plan’, ‘section’, and ‘elevation’ had yet to 
really mean anything to us? How were we to create as 
prestigious a project as our assigned precedents? Many 
were quick to re-analyze what about architecture was so 
attractive in the first place. 
The eighty-five of us accepted had been told that we 
were talented enough to make it into the program. 
Suddenly, instead of students asking the professors 
questions, they were the ones asking us. No longer 
was a question raised without one being raised back 
instead of an answer. Words like ‘how’, ‘why’, and 
‘edit’ shed their old definitions for new ones specific 
to the major, specific to a developing passion. With 
this constant state of thinking engaged by both the 
professors and the students, confusion stepped up once 
again. This very confusion led to a drawing that would 
redefine my time as an architecture student so far. 
The critique associated with this specific drawing 
came as a surprise. What I felt was executed accurately 
was actually extremely inaccurate on many levels.  
Instead of discovering minor changes, I was hit with 
a realization much more important than I could have 
foreseen. Unexpected, harsh criticism allowed me to 
discover that the critiques I had received up to that 
moment, including the entirety of my first year, were 
pointless. The feedback was pointless not because of 
the content, but because I had never actually taken 
the time to apply such recommendations. I would always 
listen, however that was as far as a critique traveled 
into my brain. Why had I allowed comments that held 
so much value become completely empty? I knew that 
the tendency to mentally stop criticism from making 
a difference in my project stemmed from the success 
experienced freshmen year. Realizing the habit I had 
formed, I decided to change my ways starting that 
moment. I began to apply recommendations, realizing 
the many directions I had never allowed to surface. 
Removing the glaze of contentment I had surrounded my 
work with was one of the most liberating moments I have 
experienced to date. 
With such forward experimentation, confusion came 
easier than ever. My professor would state, “Oh, you’re 
confused? Good,” instead of the usual re-examination 
and recommendation. I had wound up a part of this 
‘inception of wrongness’, and I actually liked it. I 
had discovered that the time I had spent believing in 
the rights and wrongs was not wasted, but natural. 
Gravitation towards feeling right or wrong is typical 
within the highly competitive atmosphere of the first 
year of design. The competition carries over into those 
first months in the program where classmates, no longer 
opponents, still continue to guard their ideas. 
 
 
 
 
 
There comes a point where ideas, specific to a person, 
are no longer important. Architecture students are 
some of the most analytical students on campus. We 
think, but we know that our own ideas are not always 
most beneficial to ourselves. Offering up our own 
ideas to classmates can provide some of the greatest 
release found as a student. Accepting others’ ideas and 
seeing how an individual can develop them is something 
I wished would have been communicated within that 
first year of design. I’ve found that a studio, which 
consistently bounces and accepts ideas off of one 
another, is often one of the most satisfied. 
While rights and wrongs do exist in many instances of 
life, architecture is seldom one of them. Once in a 
while, the seemingly most absurd path to take towards 
a design leads one to the most successful result. 
Ultimately, there is no answer of right or wrong, only 
moments of content and discontent.
THERE COMES A POINT WHERE 
 IDEAS, SPECIFIC TO A PERSON, ARE 
NO LONGER IMPORTANT 
The Houseboat plays off of the 
Boathouse in many different ways. 
It was designed to be dragged up 
the creek from the Boathouse and 
anchored in any number of lakes  
and ponds in the wetland area  
which allows the user to be even 
more enthralled with the back-
country environment.  
Up to four people can camp out 
on the Houseboat in the interior 
cots, while enjoying the swimming 
and boating of the wetland area. 
The Houseboat has a docking system 
that allows the user to paddle 
their canoe from the Boathouse up 
stream to the Houseboat and paddle 
it directly onto the Houseboat. 
A shading device over the wooden 
cladding allows for a perfect place 
to hang out with your feet in the 
water. Both the Houseboat and 
Boathouse play off of each other 
when it comes to the experience 
they provide both on and off the 
river. They provide an experience 
unmatched by almost any other 
structure when it comes to its 
versatility. Being able to extend 
out over the Mississippi River as 
well as the wetland area (not to 
mention the boating opportunities in 
both locales) provides any person an 
experience unmatched.
JONATHAN BASSETT
Arch 201, 2nd year
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Often times museums are much too 
quick to reveal their contents, 
resulting in spoon-feeding patrons 
the art on a metaphoric silver 
platter. Objects worth such 
protection and consideration of 
display should be contained within 
a structure that places the same 
constraints upon itself. 
The city of Columbus, Indiana, is 
not what you may think upon first 
look. A seemingly ordinary town 
filled with the public building 
typology found in any other 
American city is really a center of 
mechanical innovation and timeless 
architecture. The need for a second 
look can also be said for the 
“common” objects displayed within 
this museum. These recycled objects, 
inventions, and pieces of art have 
been transformed in extraordinary 
ways by their creators: encouraging 
the viewer to take a second look at 
the materials and processes and see 
beyond what they may have initially 
thought was there. 
This design addresses the open 
spaces on either side of the site; 
by reaching out on the west side 
and pulling in on the east, visitors 
will be drawn into the “screen” and 
unknowingly into the entrances on 
either side of the building.  
This procession of alluding to 
vertical movement from afar, 
blurring the lines of indoor and 
outdoor spaces, hiding, and then 
revealing the means in which to 
view the objects inside follows the 
hint, reveal, first look, second 
look that is also true of the city, 
its existing architecture, and the 
people who live there.  
ELISSA BRUGGEMAN
Arch 401, 4th year
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The boathouse project began with a 
field study to the Mississippi River. 
On this trip, I examined the edge of 
the water and how it related to the 
land in section, plan, and physical 
conditions. Upon returning I had 
a good understanding of how land 
transitions to water.
My initial sketches for the 
boathouse came from gesture 
drawings of a person lifting a canoe 
into the water. The shape I arrived 
at was somewhat similar to that of 
a butterfly cocoon. This became my 
inspiration throughout the project 
as a caterpillar’s transition 
into a butterfly paralleled that 
of the land’s transition into 
water. Thinking about the project 
in section, the covered pathway 
represents the compression into the 
cocoon. Once inside the cocoon, a 
transition happens between land and 
water, walking and boating. When 
one leaves the boathouse onto the 
houseboat, another transition takes 
place to being free on the water. 
The ceiling rising to reveal the sky 
represents the emergence from the 
cocoon while the rooms being placed 
lower in the back of the houseboat 
represent memories.
DANE BUCHHOLZ
Arch 201, 2nd year
o7

The natural phenomenon that this 
project deals with is wind. Wind 
is an invisible occurrence, so we 
decided to use sound to record 
the wind. The machine goes on 
the user’s head and seals off the 
feeling of the wind. When the wind 
blows on the pinwheels on all sides 
of the machine, the mechanism 
inside translates the wind into a 
recognizable clicking sound. This 
allows the user to hear which 
direction the wind is from rather 
than looking at their surroundings 
to find out, as well as telling the 
velocity of the wind based on the 
frequency of the clicking sound.
DANE BUCHHOLZ, ADAM SITZMANN
Arch 202, 2nd year o8

Lyrics from Love Is A Place, by 
Metric, inscribed on the shade. 
Materials: Reclaimed birch, acrylic, 
bass wood, paper 
REED COUNTS
Arch 433, 4nd year
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Atmosphere is a spatial quality. 
That extends far beyond the physical 
attributes of a space. These 
qualities can be sensory, emotional, 
a feeling of presence, harmony, 
beauty and can set the mood and 
overall feel of a space.
The experience of space and the 
emotions they evoke are greatly 
affected by light. Light surrounds 
us and is essential to us as human 
beings. Whether it is artificial 
light coming from billboards and 
streetlights in bustling Times 
Square or the calming dappled light 
filtering through swaying trees 
in a meadow, light affects our 
experiences in subtle ways some 
might take for granted.
Dappled light is my favorite 
lighting condition. It is very 
calming to me, probably because it 
evokes memories of spending time 
in the woods when I was a child, 
sitting under a tree on the grounds 
of the masonic temple behind my 
house, reading my favorite CS Lewis 
books. Recreating this lighting 
condition in my office was the goal 
of this project. Using Sketch-up 
plugins to create and flatten the 
3D organic form and Grasshopper in 
Rhino to create tabs to fold the 
form back together after laser 
cutting the flattened sheets, I 
fabricated the lamp from textured 
Strathmore and used sewing snaps 
as fasteners. The bulb is centered 
within the form and casts a shadow 
pattern in my office similar to the 
lighting condition in my childhood 
memory. The lighting condition is 
very similar to natural dappled 
light and evokes a calming effect  
in my room.
SEAN DAVIES
Arch 433, 4nd year
no. 10
Why are you here
But really  
Why are you here  
What is your purpose 
How are you making a difference in the world we live in
Such thoughts can be too overwhelming for us designers to answer 
For what we are doing doesn’t always seem to be justified by others 
In fact 
As designers  
We are often seen as excessively unnecessary  
We become the dreamers who can’t build our own dreams  
Our ideas seem too farfetched to actually become part of the built environment 
The once seemingly prestige name that being an architect had now crumbles 
under the expanded requirements and limitations architects must work with in 
today’s world 
Being the architect we want to be now seems like a pipe dream  
And the negativity keeps growing  
Threatening to drown our spirits over the years  
We begin to feel trapped  
That we will never be able to do what we want to do  
The reason for why we are here
So then why are we here
There is a reason  
A reason for the sleepless nights  
A reason for the agony  
A reason for the obsession  
We just have to remember why  
Sometimes it’s truly the simple things that we need to remember again
What I remember as a child was the feeling of excitement when I would have a 
new space to explore 
I would wander around hallways with my hands on the walls until I would find 
the smooth metal doorknob to turn and release yet a new space to investigate  
ANN CASHMEN
A REASON
What was it that I was trying to find  
I knew and yet I didn’t know at the same time  
What I knew was that I was searching for something that could insight an 
emotional response  
I wanted to find something beautiful  
Something shocking  
I was in search to find something beyond the mundane  
I was the child running through buildings trying to find something  
Something that would spark an interest  
Something that would cause me to feel
What we tend not to realize 
As designers  
As architects  
Is that the skills we need to be learning are beyond just the technical 
That architecture is a way of thinking 
Seeing 
Creating  
Which really has only the limits you put on yourself 
To fully immerse ourselves in our architecture learning experiences  
We cannot settle for the safe route  
We are here to challenge the limits put on ourselves  
We have to develop our way of thinking so that what we produce becomes 
something truly worth producing  
We are here because our minds tend to work differently in that we see 
possibility of experiences through physical form  
We are here to make something beautiful  
Something worth lasting  
Without us  
Without designers  
Some of the simple joys in life would cease to exist  
To find something to feel   
That I think is worth living for 
Limitless
Material comparison it is 
unnecessary and irrelevant.
After researching about a group of 
Native Indians call “Arhuacos” in 
the highest coastal peak in the 
world on the South American Andes 
(most specifically in the northern 
region of Colombia) we understood 
that our dependence on objects 
makes us stop our creativity. 
The idea of showing the basic 
artifacts that the Arhuacos use 
in their daily routines and labor 
and organizing next to them a very 
small sample of materials we use 
and understand, creativity can be 
triggered by the need to survive.  
They have not changed much since 
they design the town where they 
live, the “Lost City” (it take up 
to six days walking, some said that 
it was created 650 years before 
Machu-Picchu), but also the way they 
respect Mother Earth, or as they say 
“Pachamama” by the systematic use 
of plots and the organized harvest 
to avoid burning down the natural 
nutrients that nature offered to 
them show their consideration for 
natural resources.
As designers we know that the way 
 we have been wasting and abusing  
our natural resources will keep us  
on the ignorance side of history, 
and most critically we are leaving a 
negative path for future generations.
Never is too late to start all over. 
This world will rest once we have 
togetherness.
SEAN DAVIES, RONALD REYES, LEON LIAN
Independent Studio, 4nd year
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Is the color green both blue and yellow or neither 
blue nor yellow? Is a forty-five degree angle both 
horizontal and vertical or neither horizontal nor 
vertical? This idea is explored in a Kansas City Museum 
and Community Center in terms of building program, 
building form, and circulation.
We linguistically associate past with behind and below 
us while the future is forward and up.  
The past is buried flat in a casket, while the future 
is a neck-craning skyscraper. The form of the museum 
took this shape. The museum’s Past Exhibition is a 
long, low, horizontal space while the Future Exhibition 
is a bright, vertical space. The Present Exhibition 
should be neither of these and both of these. That is 
why the whole focus of the Present Exhibition is the 
view of city in all of its shapes and shades. Past and 
future are opposite ideas on the same line of time. The 
gradating and boundary-less present brings them into  
hinged compatibility.
ERICA FISCHER
Arch 301, 3rd year
12NO.

S E A R C H 
T O  F I N D 
S O M E T H I N G 
B E Y O N D  T H E 
M U N D A N E

The museum will be dedicated to 
displaying Columbus, Indiana’s 
contributions to the design world. 
It was to bring together three 
separate collections: Cummins’s 
industrial design, Columbus art 
and design, and the Columbus 
architectural archives. The building 
was to be a catalyst for Columbus’s 
civic and cultural growth.
The building developed around the 
simple thought of consolidation 
between three separate collections. 
The idea was to display all of the 
works in one large volume. Light 
shafts are pierced through to allow 
for visual cues back to pervious 
collections and connect works of 
art. These shafts are also used 
to channel light into the lower 
levels. The building’s overall form 
is derived from the need to connect 
the museum’s north entry plaza 
and parking lot with the existing 
library and church plaza. The 
atrium space was seen as a public 
circulation path that connects to 
the Visitor’s Center. In a sense, 
the building acts as a transitional 
filter between parking and plaza.
JAKE GROTH
Arch 401, 4nd year
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THE WILL 
TO BUILD
A N  A R C H I T E C T S  M A N I F E S T O 
O F  I N T E N T I O N  A N D  E G O
Through my undergraduate education 
I have come to find two intertwined 
concepts to be paramount in 
Architecture. These two things 
are the reason we build and the 
will with which we build. The 
relationship of these two is 
that they are the sources of our 
motivation. I have identified these 
two things as the Intention and the 
Ego in this two-part essay.
In school, which must imperfectly 
serve as a template for our future 
work, we are detached from the real 
world around us. We are issued a 
program and statement, or create 
them ourselves; we are taught 
to design with concepts; and we 
design projects that, to varying 
degrees of success, marry the two 
into something which is functional 
and beautiful. While programs are 
necessary, and concepts enrich our 
work, there is something missing. 
We need to design for our fellow 
humans, not just for models, images, 
or our own desires.  
Some would insist this means designing for human 
occupation, being sensitive to bodily proportions and 
comfort, but what this really means is considering the 
clients we’re missing, real people.
Where we get lost is in working only with the literal 
program and the abstract concept. A concept is an 
understanding of something, which we use to inspire  
our work. This creativity is one of the most unique  
and mystifying aspects of Architecture. Concept  
usually doesn’t hold sway outside Architecture, what 
does are its results. Clients and society only know  
the experience of the building and the fulfillment of 
the program.    
What is missing is the Intent of the project. The 
thrust that is the primary reason any building comes 
into being. We are missing this prime mover, this 
motivating force, and this which brings the spirit and 
cohesion to all the parts. All because we are missing 
clients! Some may say that in school our professor act 
as our clients, but they rarely try and truly cannot 
capture the spirit, motivations, and personality of 
someone who is championing a project into existence. 
Professors are primarily concerned with guiding, 
reacting, and pushing us, because they have a  
command of doing Architecture, not being clients.
MATTHEW N. GAUL
LET ME MAKE NO 
ARCHITECTURE 
WHICH DOES NOT 
FULFILL THE INTENT 
OF A PROJECT
How can we know if our design is 
excellent without the knowledge  
of and the satisfaction of the 
reason to build? A program worked 
into design by a concept is a 
building which does not address  
the reason to build.
What I propose is what is pictured 
here: a diagram and its equational 
manifestation, both of which 
encompass the facets of design. 
By no means am I the only one to 
recognize this, but I am stating it 
clearly here. The first, a diagram, 
is read as the Intent being the 
vehicle which moves the Program 
and Concept, both of which fit the 
Intent and affect one another. As 
we know, the design process is 
reciprocative and is iterative, 
hence there are arrows leading to 
and from the design and an ‘n’ as 
subscript to the design set. All of 
this necessarily happens within the 
field of Context, which is the whole 
reality, of time, place, culture, etc.
Think of one of your own projects. 
Now think critically of how your 
design and concept not just fulfill 
the program, but how they express 
their right to existence. How does 
your concept play into a reason 
that what you have designed should 
be built. Now imagine that you had 
a clear reason to build something 
and how that would guide you. Every 
design decision would be solid. 
They would better build a great 
experience. They would be more 
satisfying for the users. All this 
because they respond to why this 
building is being called for. 
The equation is how one quantifies this all-
relationship. The Intent, Program, and Concept are all 
factors. One may have a greater influence on the whole 
than the other two, or lesser depending on the project 
or iteration of the project. The Equals sign exists as 
a two way balance; the design is only as great as the 
IPC and vice versa. Context has become an exponent, 
showing the explosive ramifications in meaning, 
greatness, and impact a design has once it exists in 
a Context. The iteration is necessarily outside these 
brackets because now the sum of the system changes 
with each execution.
What concerns me most in Architecture is that we fully 
utilize the Intent of the project. We spend much of 
our time in school pushing what I consider weak and 
misunderstood concepts; while we lament the disuse of 
them and the greatest creative-cognitive capacities 
of architects in profession. The Intent is how we can 
improve our concepts and the profession.
---
Now that the reason to build is established, the will 
to build must be discussed. There are reasons to do so 
many things in this world, but without a will, there 
is no action. The will is commonly associated with the 
ego, to which Architecture is no stranger, and is the 
primary force for our actions. First the nature of this 
will to build will be explained, then what this means 
will follow.
The ego is the self-assessment of 
ability and of worth.H1 This is 
neither a negative nor positive 
concept. This is an awareness which 
leads to greater self-actualization 
and efficacy. What could be more 
important in a pursuit such  
as Architecture?
In the pursuit of Architecture we 
test and improve our egos. Why else 
would there be an increase in ego 
when one accomplishes something of 
significance?H2 This will is what 
causes us to generate the Intention 
of the project. A reason (to build) 
which enables our will (to build). 
Admittedly, clients could build 
without our wills, but it would not 
be good Architecture.
There are many building in this 
world, and while we may need more, 
we would be better off without 
many of them. Building is a 
major investment of money, time, 
resources, ecological allowance, 
space, and need, all of which are 
finite. So when we design we need 
to understand that doing so is a 
serious business. If we value our 
work, we will evaluate it critically.
H3 After all, Architecture is known 
for its adherence to Reason.
Shelter is a basic human need; hence 
the issue of human inhabitation 
was addressed in the first half. 
Acknowledging that we need to 
design spaces for humans, we need 
to realize that humans will live 
their lives in our buildings. The 
way a building is designed will have 
a decided effect on those lives.H4 
Think of a school without windows. 
How would that affect the learning, 
socialization, and emotional states of the students who 
are maturing during those years? But, they are not the 
only ones; think of the faculty members. Now, think of 
a work environment that does not well suit the culture 
or philosophy of the work being done and the business. 
How will this business succeed; how will the employees 
succeed?H5 Even more bracingly: think of housing! 
How often have we heard of blight in conjunction 
with housing, been delighted or disgusted with our 
own housing, or seen others shaped by the conditions 
they live their lives in. The buildings we design are 
inherently affecting and as architects, when we design, 
we are acting in an inherently prescriptive way in 
regard to others’ lives.
As architects we, by ‘the very act of our pen’, 
dictate, to a greater or lesser degree, the lives of 
others and we need to be conscious of that. Sure, this 
happens indirectly through design but we are still 
doing it. Not only are we bringing buildings into this 
world by use of our finite resources and creating our 
built environment to satisfy our needs, we are doing 
so in the world of humans. Ego helps us understand the 
extents of our power and how it will play out for other 
people. Without Ego, how then can we expect to be up 
to the task of asserting “this should be built”?H6
Ultimately, fully actualized buildings are the result of 
Programs, Concepts, and Intentions in a given Context. 
We should only bring these buildings into existence 
with thorough consideration of the implications and 
do so confidently. The Intention and the Ego are the 
sources of motivation; why we are architects.
AFTERWORD:  
What the reader should take out of this manifesto is the desire to 
be able, when fully realizing the demands set forth, to say four 
phrases about his own work: “this is It” “this is Yours” “this 
is Ours” “this is Mine”. The first three relate to how we operate 
with respect to everyone else responsibly. The fourth is what we 
hold ourselves to quietly and should incite the greatest degree of 
excellence in ourselves.
Let me make no Architecture which does not fulfill the intent of a 
project, or satisfies the ego with which it must be done.
H – This manifesto is based on a book which I read only after the second draft. I had already 
identified my main ideas, but Alain DeBotton made so many more things evident in “The 
Architecture of Happiness”, that it must be cited. I recommend reading this book.
1; Part VI, section 2,  2; Part IV, section 12,  3; Part I, section 8,
4; Part I, section 3,  5; Part IV, section 5,  6; Part VI, section 4
I , INTENTION: 
This is the reason to build, reached by the 
architect with a strong understanding of the client 
and his motivations. The architect’s motivations are 
also at play. This is an under-recognized capacity 
of the architect.
P , PROGRAM: 
This is the function of and actions which happen 
within the project. Related to intent, the client 
most easily understands this aspect of the project. 
Lists and spreadsheets are common expressions of 
this, though the architect should know it much  
more freely.
C , CONCEPT: 
This is the understanding of something relevant to 
the project. It is the germination of any project 
and the skill of creating one is the primary concern 
of education.
ARROWS: 
This shows the design process as a looping one, in 
its simplest form
Cx , CONTEXT 
This refers to every aspect of reality which is 
at play, usually: site, time in history, culture, 
building technologies, etc.
(The equals sign signifies the equal relationship 
of the two sides of the equation, and it represents 
a codependence because it moves in both directions)
N , ITERATION: 
This denotes the particular iteration of the design.
N
P      C D )( I
[( IPC=D )   ]CX
N
C O N T E X T
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Located at the crossroads of Boston’s central business 
district and the North End neighborhood, the Boston 
Jazz Center focuses attention on the local social 
stratification, historic Haymarket (open-air fish 
market) and the new Rose F. Kennedy Greenway. Growth 
along the Greenway led design issues to confront an 
intervention with site forces and flows. Embracing 
these movements through and around the site, we 
elevated the majority of the program above street 
FIRST FLOOR SECOND FLOOR THIRD FLOOR
level, allowing the ground flow to 
act both as a link to downtown and 
a hub for the Haymarket. The design 
evolved into two elevated moments 
that encompass an inner dialogue; 
a gathering space shared by the 
audience of both performance spaces.
MITCH HARTIG, JASON KRUSE, SAM MULHOLLAND
Arch 403, 5th year
The Columbus Museum of Industrial + Design Objects 
offers a range of experiences between individual and 
collective spaces. Individual spaces, which evoke a 
self-contained atmosphere, offer an intimate dialogue 
with light, shadow, and designed objects. And collective 
spaces, that facilitate a more interactive experience 
with the objects and other users. 
The project employs scale shifts, varying light 
conditions, activated pedestrian levels, view corridors, 
façade projections and horizontal planes to offer this 
range of permeable boundaries. The boundaries include 
the individual and collective, interior and exterior, 
overhead and subterranean levels, museum grounds and 
communal staging and ultimately, question and redefine 
the socio-cultural role of a museum in the 21st century. 
JOEY HERSHEWAY, JASIMNE SINGH
Arch 402, 4th year
SECTION CUTS
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The museum creates multiple reveals, 
physical and experiential. A site 
reveal of the neighboring iconic 
architecture of I.M. Pei and Eliel 
Saarinen create a focal point of 
clustered buildings around the 
threshold to the exhibit spaces. 
The occupant is then subjected 
to the experience of full scale 
assembly lines and craftsmen shops. 
True innovation, systemic, rather 
than object, is emphasized in the 
embodied process of making.  
JOHN KERNER
Arch 401, 4th year
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Truth lies in the future. Frank Gehry believes that the 
future of the context lies in the architecture that is 
yet to be created. As students, we need to trust the 
value of our project lies in the time that is yet to 
come. Education lies in trust. “It embraces the future…
by supporting the growth of something that cannot be 
seen yet, an emergent sensibility that cannot be judged 
by contemporary standards.” (Columbia University GSAPP 
Dean’s Statement: The Future of the Architect) 
The question at hand is: Do we have faith in the 
unpredictable future where the value of our projects 
might be proved?
I had a project that failed in the reviewers’ eye. 
During the project critique, the reviewers said that 
they did not know how to critique the project, as I 
told them that the sculpture form was created solely 
to add to the experiential quality for people entering 
the space (Image 1). Three years later, I realized this 
“failed” project has been fundamental to the development 
of my design thinking. The idea of the project came from 
the experience of walking on a solid surface compared 
to walking on a surface of mixed and unknown texture. 
Walking on a surface of mixed textures was tricky for 
me. The ground was bumpy. It was like the bottom of my 
feet had to change its form constantly so as to match 
the ground. It was interesting to me how a consistent 
form had to be reshaped to adapt to an environment. 
Based on this, I developed a wood structure on the 
site. Its shadow was cast onto walls, land, trees, and 
visitors. The solid structure became unpredictable when 
cast onto different textures. People were involved in 
the physical environment by contributing to the change 
they experienced. The value of the project came upon 
reflection. Once I understood what I had created, I was 
able to carry the knowledge further. 
DARIAN LU
CHERRY ON TOP
ONCE I 
UNDERSTOOD 
WHAT I HAD 
CREATED, I WAS 
ABLE TO CARRY 
THE KNOWLEDGE 
FURTHER 
I always want to physically engage audiences with 
the things that I create. In the spring of 2010, I 
nailed 30 pounds of nails on an entire 10’ x 12’ wall 
(Image 2). This field of nails engaged people visually 
through multiple layers created by nails, shadows and 
reflections. The same field of nails looked different 
from time to time, and from people to people. As much 
as it was visually intriguing, in my point of view, this 
project was not completed until someone decided to lay 
against it, or pull some nails out of the wall. 2011 
Spring, I put up a stack of 60 pages of paper on the 
wall in the hallway. Each piece of paper had a pricked 
hole in the middle at an exact same spot. A pin was 
pushed into the wall hidden behind the stack of paper.  
I found it fascinating to observe people’s reaction. 
Some people flipped back and forth the stack of paper 
looking for marks made by author; some looked through 
the pricked hole expecting a mystery to be revealed, 
and some started leaving their own trace on my project 
by drawing.  In both cases, the audience engaged in 
creating the projects, by making them hard to predict. 
I embrace this type of uncertainness in projects as 
much as I embrace them in life. The summer of 2011, I 
went on a backpacking trip to the west coast by myself. 
The trip started from Seattle and ended in Los Angeles. 
I traveled through 7 major cities and couch surfed for 
an entire month with strangers. From time to time, I 
did not know what to expect, where to stay for the 
night, or who to stay with. Somehow I was not a bit 
scared. I believed everything would be great at the end. 
I did not know how, but I knew it would. A month later, 
I came back to Iowa with lots of stories, a refreshed 
mind, and a clear idea of what I wanted to achieve in 
my last year in college. 
The uncertainties in my projects continued. 2012 
Spring, I conducted a project titled The Venture!!  
The project dealt with the connectivity between human 
beings and the environment. In this project, I became 
a part of the physical environment so that “it” can 
actively interact with the guest with words and 
gestures (picture 3: The Venture!!) The interaction 
projected a common life experience where people were 
constantly being influenced by their environment, and 
re-adapt themselves to it.  For a period of time, I 
found it extremely challenging to present the project 
to the public. It was not like any project review 
where I stood up as myself and present what I did. I 
was troubled until I realized that I had to transform 
myself from a student to a mysterious host. The project 
sat somewhere between reality and fantasy, and I 
needed to be as well. The project was not accomplished 
until someone volunteered to be the one guest that sat 
at the table with me and ate the meal that I prepared. 
It was even better when the audience gathered around 
the table and ate the rest of the food that the guest 
left. To me, this type of unplanned activities was like 
finishing up an ice cream shake with a cherry on top. 
I choreographed The Venture!! during my last semester. 
During the same time, like lots of other students, I 
did not know where I was heading to and what type of 
person I was transforming myself into after graduation. 
There was anxiety and frustration. From this point of 
view, The Venture!!, as well as my moment of wandering, 
were also self-projected. It projected who I was at 
that moment of life. Luckily soon afterwards, I was 
offered a designer job in Los Angeles, as well as 
graduate school admission from Columbia in NYC.   
From the two, I chose to further my study of advanced 
architectural design in Columbia. I thought either 
choice would be good at the end. But it was more 
intriguing to me when the road I headed to was full 
of adventures. After all, I feel uncomfortable in my 
comfort zone. I believe my responsibility was to live 
up to the dreams and the uncertainties in life. Now I 
am on my way to a new venture. 
It is not worth the effort to create a design where 
everything is strictly planned out. It is not worth 
living a life where everything can be easily foreseen.
Embrace the “cherry on top”.
AFTER ALL, I FEEL 
UNCOMFORTABLE IN MY 
COMFORT ZONE
The focus of the Berlin studio was solar radiation  
and building envelope design in response to radiation.  
Solar radiation and building design relationships  
were studied in the German cities of Berlin, Hamburg, 
and Dessau as precedents for a building envelope 
design. Our objective in this studio was to design a 
building envelope with an energy efficient, carbon-
neutral footprint.
Models of solar radiation were also studied in programs 
such as Vasari, EcoTect, and Radiance. These were used 
in order to study the effects of solar radiation on 
building envelopes and interior spaces.  
With the gathered information, experiments were 
conducted through the use of simulated computer 
programs to determine the best way to use and protect 
the building from solar radiation. We designed a 
facade that would protect the interior from excessive 
heat gain as well as excess light, continuing to test 
variations of the facade through computer simulations 
until we found a variation with the most benefits for 
the building.
These results were also tested in a physical model  
with a light meter. This alternate assessment was  
undertaken to confirm whether or not the computer 
simulations could accurately predict the interior 
conditions. The physical model was also used to test 
different materials’ effects on the interior condition 
of the building.
JULIA KUHN
Summer Academy Berlin, 5th year
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A building must react to its site. That is generally 
agreed upon within the architecture community. 
Architects derive so much of their design from intense 
site analysis. So what happens when a building is 
designed without site? What does it mean to be site-
less? Or even one-step further, architecture that 
rejects site entirely – anti-site architecture. 
As we travel around a space, we experience an infinite 
series of moments resulting in our relocation. Great 
architecture deals directly with these moments and how 
we experience them. We are constantly reacting to this 
as we travel through and around spaces.   
Twice this year, students were asked to design 
architecture that moves. Not in the sense that it 
has moving parts but rather, it physically acts as a 
vehicle. The houseboat project for second years and 
the van project for third years were interesting in 
that, unlike most other projects, the site was ever 
changing. The moments were no longer restricted 
to the user, but the building had to react to its 
shifting site in many of the same ways. 
This then poses the question: as architects how do we 
design, in this case a dwelling space, which accounts 
for these moments and change?  Well frankly, it’s 
incredibly difficult. The designer no longer has any 
context to work from, or at least the context isn’t 
concrete. We cannot draw from site, circulation, 
demographics, adjacent structures, etc.  
There are really two ways to go about this as I see 
it. The first is to design site-less architecture – 
something that reacts positively with whatever site 
it’s placed into, no matter the context. The other is 
ALEX OLEVITCH
ANTI-SITE ARCHITECTURE
& THE VERNACULAR 
SO WHAT HAPPENS 
WHEN A BUILDING 
IS DESIGNED 
WITHOUT SITE?
to design anti-site architecture — architecture that 
rejects any context and site. Its reactions with the 
ever-changing moments are always negative, looking alien 
in any environment.  
To better understand this, an appropriate analogy would 
be comparing building behavior with human behavior. We 
as humans all have varying opinions on what we like and 
dislike and as a result, it is impossible to be amicable 
to everyone else.  
Buildings, like us, have opinions, and thus it is  
impossible for them to accept all sites and surroundings. 
Neil Leach, author of the book Camouflage, states “[…] 
human beings are largely conformist creatures, driven 
by a chameleon like urge to adapt to the behavior 
of those around [them]”.  We seek things to identify 
with within our present environment, which is where 
architecture plays its part as it aids us in our search 
for familiarity and assimilation.  
So what does this mean? It means that, on the extremes, 
wholly site-less and wholly anti-site architecture 
are unattainable. An entirely site-less building is 
impossible as it requires the possibility of immediate 
assimilation to any given context. That isn’t to say 
that site-less architecture isn’t achievable in a smaller 
context like a specific city or state. One could design 
a building for a general area, without a specific site 
in mind and it could approach site-less-ness, however, 
as buildings are like people, there is no way to 
consistently ensure a positive reaction.  
Anti-site architecture too is unachievable as Leach 
argues that, with time, anything becomes part of an 
environment as familiarity is gradually established, no 
matter how foreign it may look.
The mobile home is the closest example of anti-site 
architecture available.  It looks immediately alien in 
almost any site and rejects any neighboring structures 
or environments, other than when it is surrounded by 
other mobile homes.
Mobile structures like RV’s and trailer homes however, 
are almost never considered architecture – but why 
not?  Does an architect have to design something for 
it to be considered architecture?  Certainly not, for 
architecture, in its most broad definition, is designed 
space. Though there is also the much more widely 
ARCHITECTURE 
PLAYS ITS PART 
AS IT AIDS US IN 
OUR SEARCH FOR 
FAMILIARITY AND 
ASSIMILATION
accepted Vitruvian criteria of durability, utility, and 
beauty. For mobile homes, utility is paramount as they 
focus almost exclusively on functionality. All the moves 
made are carefully thought through in the creation of 
these vehicular dwellings. Perhaps the rejection by 
the architectural community could be accredited to the 
“chameleon like” desires Leach describes – “the urge 
to identify with our physical environment is merely 
a manifestation of a larger desire to establish some 
connection with culture as a whole, and overcome the 
threat of alienation”. We disregard these dwellings 
because to us, they do not share the same desire to 
assimilate nor do they aid us in our search.
Unfortunately, this rejection has really limited the 
architectural potential to impact a large social group. 
Suppose for a minute that we begin, with this argument, 
to consider vehicular dwellings as architecture.  
There are a few architects that have already begun 
to do just this. The “Drop House” by the French firm 
Drop Architects is one such example. This project is 
small residence that can literally be “dropped off” 
anywhere and inhabited.  Its use of modern style and 
technique help it to blend into the urban fabric quite 
well, rather than rejecting it as typical mobile homes 
so often do. So this proposal, to stop casting aside 
mobile architecture, has already been accepted on some 
small scales, but what if it was accepted more widely?
It would open up a world of possibilities for 
architecture in the realm of low-income housing. We 
could begin to apply our understanding of space and 
dwelling to potentially improve the living conditions in 
these previously disregarded spaces, and improve their 
level of assimilation. Anti-site architecture would 
begin to shift towards site-less architecture, which 
could have a positive effect on the public perception 
of housing as it is associated with class, changing 
social constructs towards a more accepting view. It 
seems that this could be a very powerful direction for 
architecture to head in, and welcoming this could put 
us at the forefront of this “assimilation”. 
After analyzing the light patterns 
along the Mississippi river, I found a 
rhythm that aligned with the distraction 
that occurs when light is suddenly 
overbearing, similar to the instances 
where light removes the individual 
from the familiarity that was their 
surroundings. The high contrast 
presented when the sun runs low across 
the sky overpowers as it enters and 
exits your sight in the same instant.  
My hope with the design of the houseboat 
was to capture these instances so that 
there would be several occurring within 
the same space. The water’s surface 
would reflect up through the network of 
paths, allowing the user to engage with 
the light as well as retreat behind the 
geometries in the boat’s skin. 
JILL MALTBY
Arch 201, 2nd year
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FOLDED NO. 307 
Table: Constructed out of CNC’ed 
3/4” plywood and 1/2” threaded rods, 
this bed-side table expresses its 
sectional quality by providing a 
combination of surfaces for storage.
ANDREW MIXDORF
Honors Seminar, 5th year
FOLDED NO. 309 
Light: Emphasizing form and indirect light, this 
ambient light source was constructed using three 
threaded rods, a 4’-0” by 4’-0” sheet of plywood,  
and off the shelf hardware leaving none of the  
material to waste.
No 19
When asked to create a Jazz and 
Experimental Music Center at one 
of three downtown Boston, MA 
sites, we chose to situate our Jazz 
Center within the downtown cultural 
district. Our Jazz Center’s close 
relation to other performance venues 
and the site’s surrounding nightlife 
offerings and heavy pedestrian 
traffic would attract more visitors, 
and help attract a new demographic 
of jazz music patrons.
Approaching this design challenge, 
we asked ourselves if this center 
could be designed as if it were 
a piece of jazz music, in and of 
itself. Focusing on jazz music’s 
strong use of ‘Improvisation’ and 
its ‘Call and Response’ traditions, 
we as a group embarked on a formal 
play with the Jazz Center’s design, 
pushing the limits of form versus 
function, letting the exterior shell 
and the programmatic requirements 
inform one another in a constant 
back and forth dialogue. From 
our discoveries and research 
into jazz music, we took it upon 
ourselves to redefine what a jazz 
performance space is and how it 
could function. Looking specifically 
to jazz’s casual, gritty, informal 
beginnings, we created a more 
casual and informal space in which 
to experience jazz music audibly, 
visually, and physically. To do this 
we opened the performance space 
to the lobby and concession space, 
creating diverse and changing 
opportunities to hear the music and 
witness its performance, creating a 
truly unprecedented experience.
ANDREW MIXDORF,BRENT WESTPHAL, KEVIN MOND
Arch 403, 5th year
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METAMORPHOSIS
“Oh, you’re going in to architecture? Get out while you 
still can…” I can still remember hearing this for the 
first time. And then the next. And the next. And so 
on. In just a few years of schooling, I’ve come to hear 
about what seems like every last problem with the field: 
long hours, terrible pay, years of being stuck at the 
drafting table, it goes on. As an architecture student 
on the verge of graduating, it’s quite disheartening to 
find articles related to my future career with titles 
such as “The Architecture Meltdown” and “Want a Job? Go 
to College, and Don’t Major in Architecture.” Yet most 
of us are willing to sacrifice our social lives during 
review weeks, slave over models, drawings, and portfolios 
simultaneously in the hopes of getting an internship, 
despite a pretty bleak job market. Most people wouldn’t 
put themselves through that kind of torture, but those 
of us prepping to enter the job market have survived 
enough bad reviews, x-acto blade wounds, and hours of 
structures homework to realize there’s something about 
this whole architecture thing that keeps us coming back 
for more. We may not know what exactly that something is 
yet, but it’s there.
Another article, entitled “Why the Death of Architecture 
May Not Be Such a Bad Thing,” states that out of this 
rut may come some big changes. According to the author, 
architecture has many of the problems the medicine 
field faced before moving to public healthcare. In the 
near future, we may see a shift to more social-oriented 
design. Or maybe the biomimicry movement will take 
DAN SIROKY
METAMORPHOSIS
“IN A TIME OF DRASTIC CHANGE IT IS THE LEARNERS WHO 
INHERIT THE FUTURE. THE LEARNED USUALLY FIND THEMSELVES 
EQUIPPED TO LIVE IN A WORLD THAT NO LONGER EXISTS.”
-ERIC HOFFER
THERE’S SOMETHING 
ABOUT THIS WHOLE 
ARCHITECTURE THING 
THAT KEEPS US COMING 
BACK FOR MORE
off in the field, and we’ll see some sort of biological 
architect profession develop, who knows? Whatever the 
change might be, it’s our generation of designers that 
will have to adapt to it in order to survive. Luckily, 
we’ve been developing the capacity to do so for years.
We are the first generation to grow up with the 
Internet. We tweet, we Google, we download. The 
dissemination of information and, more importantly, 
ideas has never been easier. We love to share, and as 
such, new concepts are able to develop extremely quickly. 
Having instant access to information, advanced tools 
for quickly testing concepts and making forms, and 
immediate feedback on what we produce means we deal 
with ideas much differently than our elders. Instead 
of learning about new developments in the field through 
our workplace, school, or friends, we have access to the 
collective work of millions of architects and students. 
It’s just a matter of finding which projects excite us, 
and what about them does so.
As students, we are in the time where exploration and 
experimentation in architecture is the most viable 
and encouraged. Our only true clients in studio are 
ourselves, and we are free to use whatever tools, 
methods, and inspiration we see fit. It’s easy to get 
caught doing the same thing over and over in studio 
with no real results. A new approach may revitalize you 
during the semester-long marathon that is studio.
There is no doubt that architecture is a difficult major 
and probably won’t get much easier after graduation. 
Embrace the uncertainty of upcoming years by exploring 
as much as possible. Architecture is a versatile field, 
so if you find yourself getting worn down with the same 
old routine, try and find some new aspect of your major 
that you think might pique your interest. It could be as 
simple as spending some time in the library, talking to 
a firm about how they design, maybe something a little 
more involved like an independent study. Doing so will 
probably teach you a skill that can land you a job. 
Or, if you’re lucky, you might just find that aspect of 
architecture that truly interests you: your niche.  
EMBRACE THE 
UNCERTAINTY OF 
UPCOMING YEARS BY 
EXPLORING AS MUCH 
AS POSSIBLE
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THE INITIATIVE 
The issues our nation and world face 
today are strongly derived from 
a disconnect between contrasting 
members of society. Viewing 
situations from angles that one may 
not normally consider can assist 
in the acquisition of different 
viewpoints, broadening the scope 
of society and strengthening 
relationships between groups  
and individuals.
THE MATERIALS 
Our machine is composed principally 
of a combination of salvaged parts 
from a local junkyard, inducing 
a tractor-trailer crankshaft, a 
motorcycle suspension spring, and 
steel pipes. This is contrasted 
with both recycled and milled wood. 
The connections on the device are 
achieved by use of wooden and steel 
dowels, in an effort to minimize the 
use of hardware. However, at crucial 
joints, bolts and screws were 
incorporated. The wooden pulleys 
were hand fabricated. The moving 
parts are connected through the use 
of 3/32” steel cables.
THE PROCESS 
The project began with experimentations with the 
physics behind mechanical sequences that could achieve 
a specific task. In the research that followed we 
studied a harmonograph, a pendulum like device that 
draws near-perfect geometric shapes thorough the 
theory of perpetual motion. Further experimenting with 
drawing, we investigated how one could experience the 
action of drawing throughout the entire body.
Our initial design was essentially a harmonograph at 
a larger scale. It included a chair mounted upon four 
arms, which were to be controlled by weighted pendulums. 
Initially, one was intended to be controller of his own 
movements. However, we found that this would require 
the table to be separate from moving parts for the 
machine to function properly. This led to the conclusion 
that the drawing surface should be controlled by a 
separate entity, causing a new, deeper aspect to arise. 
By addressing the sensation of lack of control, the core 
elements of drawing are brought to the forefront. While 
with self-control one can mimic the literal movements of 
a pencil, only through this vulnerability can the act of 
drawing be fully understood.
THE POWER OF DESIGN 
The iterative process of designing our machine has 
strengthened our belief that design does not simply 
encompass a single project, but an enormous wealth of 
knowledge that can be applied to everyday experiences. 
Thinking critically allows more substantial thoughts to 
take place in the human mind, and creates opportunities 
for excellence in future endeavors. This allows for a 
more enriched and refined perspective on life.
ERIC NEUHAUS, CALEB SPIAGEL
Arch 202, 2nd year
N. 21

This project attempted to tie 
together two sets of contrasts — 
departure and return, temporary 
and permanent. As the project 
progressed I realized how closely 
related these two really are. 
First, by creating one central 
enclosed space with various open 
spaces attached, the user of 
the boat (though it’s probably 
more appropriate to call it a 
raft) will always return to the 
initial space. By dictating this 
programmatic choice, the rafts 
interior program highlights the idea 
of departure and return, where as 
the raft technically never docks 
at the same spot, never returning. 
Second, the concept of temporary 
versus permanent is evident in the 
materiality - wood and concrete. 
Using the concrete primarily in 
the enclosure, the space gives the 
ALEX OLEVITCH
Arch 201, 2nd year
feeling of permanence, while the 
wooden planes are more flexible 
in their lifespan. The concrete 
walls were made up of masonry 
units that I deigned initially for 
boathouse project just before this 
one. They are small cubes with an 
interlocking peg and void system 
that leaves space between the 
units allowing light and wind to 
enter the space. Tying these two 
conceptual comparisons together 
was the framework for this project, 
which lead to an understanding of 
similarity within comparison.  
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NO. 23
3D printed glasses & pressed paper case/packaging
ánthropos lamp_ wood veneer & laser cutter
OTHER_INDEPENDENT STUDY 
Haiti wallets_ fused plastic bags sewn together
MICHAEL VANDER PLOEG
Arch 433, 5th year
Concept_ In the social world of performance, the act 
of being seen is as important as the act of seeing. 
By manipulating the site plane and programmatic spaces 
in elevation, we created a stage of circulation in 
which the viewer observes both the act and the actors 
simultaneously. This ability to partake in the event 
of social theatre at any time allows for an activated 
space on multiple levels, at different times of day. 
Layers of separation between the realms of public and 
performance are gradually pulled away; each revealing a 
new act to be witnessed.
ALEX MICHL, MICHAEL VANDER PLOEG 
Arch 403, 5th year
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Placed near the heart of active 
downtown Columbus, the project is 
conceived not simply as a building 
or museum, but as a campus for 
celebration of Columbus: its people; 
its culture; its artifacts; and its 
symbiotic mix of art, architecture, 
and industry. 
Museum and community space exist in 
reciprocity. Much of the building 
occurs below grade, allowing for a 
public park and gathering space on 
ground level. Sculptural skylights 
puncture the ground plane, creating 
a permeable, porous membrane 
between interior and exterior. Light 
and views become the interface that 
allows inside and outside, public 
and private, museum and park to 
become a single symbiotic entity.
JUSTIN WANG
Arch 401, 4th year
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Two constructs that study the phenomenology of light 
projected through diffusing media. At the small 
scale, glass vessels became containers that allow 
smoke and ink to diffuse through air and water. 
The small scale construct became the conceptual 
generator for a larger, human-scale construct—an 
incense station for contemplation.
JUSTIN WANG, JASMINE SINGH,
w/ PROFESSOR JAMES SPILLER
Dsn 240x, 4th year
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RETROSPECTIVE
As graduation nears, I’m reaching the point in my life 
where I’ll need to actually put my education to use.  
After all of the lectures, exams, studio projects and 
papers, Iowa State is about to pronounce me “fit for 
work” in the world of architecture. There are a lot of 
questions that a graduate has to ask him or herself. 
For instance, where will I be living in three months? 
What will I do for money? What will I eat? What will I 
wear? Will I be able to make new friends, or will I sit 
sadly at the bar making lonely faces into my beer? Will 
a hover-board ever be invented? Not to mention the most 
frightening question of all, if the greatest years of 
my life are over, what am I looking forward to?
That’s a lot to take in at once, and I don’t intend 
to answer any of those questions in this article. 
What I would like to do is, before I make my next big 
life decision, to look back at my last one. This is a 
turning point, a point in which to look forwards as 
well as backwards. In this article, I would like to 
reflect on my experience in architecture school, and 
to take stock of the things that I learned that will be 
valuable in any line of work.
THE LESSONS 
OF ARCHITECTURE  
SCHOOL
MICHAEL NOONAN
HOW TO PRECISELY CUT AND GLUE CARDBOARD: 
Someone who has not been in design school, who has never 
tried to build a 1/16th scale model for presentation 
might not appreciate the practice, discipline, and 
patience required to turn a flat sheet of cardboard 
into even a basic rectangular prism. There are a lot of 
factors of model building that surprise first-timers.  
First of all, are you using a sharp x-acto blade? What 
kind of glue are you using? What kind of cardboard are 
you trying to cut? Are you holding the cardboard down 
firmly enough to prevent the blade from pulling it out 
of square? Are you allowing the glue to dry completely 
before gluing the next piece of cardboard? The list goes 
on. As frustrating as it is to make models, I’ve always 
loved looking at finished ones. Now that I know how 
difficult they can be to make, my appreciation for them 
has matured, much like a novice vintner admires a fine 
wine... But with cardboard.
HOW TO BUILD PRACTICAL FAMILIARITY WITH THE ADOBE SUITE: 
Everybody understands what Photoshop does.  
The seemingly limitless possibilities of the program 
make it seem magical. When I first used Photoshop, I 
expected to be able to instantly transform the image 
into whatever I desired. With the power of Photoshop, I 
would advance all of my ideas through flawless photo-
manipulation! Turns out, it actually takes skill. Little 
by little, however, I did gain some experience with the 
various Adobe programs. Illustrator diagrams? Photoshop 
building renderings? InDesign portfolio? Oh yeah. Now 
that’s what I call practical familiarity. Still, it is 
easy to forget what it was like to use these programs 
for the first time. Every now and then I get the chance 
to impress people with the “photomerge” tool. That one 
is pretty close to magic.
LIKE A NOVICE 
VINTNER ADMIRES A 
FINE WINE... BUT WITH 
CARDBOARD
HOW TO PULL AN ALL-NIGHTER: 
The Red Bull and beef jerky combo works for me, although 
a lot of my friends like delivery pizza, pots (yes, 
plural pots) of coffee, Hy-Vee sushi, and last-minute 
Wendy’s drive-thru. Other staples include bags of candy, 
Dr. Pepper, and raw cookie dough. It’s a bit of  
a personal decision.
HOW TO NOT PULL AN ALL-NIGHTER: 
Just go to sleep. It’s amazing how long it took me to 
figure this out. And architecture students are supposed 
to be the smart kids! Everyone in architecture school 
wants every project to be their best project ever. This 
usually results in extensive hours spent in studio.  
Once you become addicted to being in studio, it’s easy 
to tip over that line into spending entire nights there.  
It’s also easy to overlook how unproductive you are 
during most of those hours. Coming into architecture 
school, it seems that everyone just accepts all-nighters 
as being part of the deal. When I heard that some of 
my classmates were completing projects and also finding 
time to sleep, I was baffled. How could they do it? 
It seemed an impossible feat. Slowly I figured it out.  
Once you limit the number of hours you spend in studio, 
you force yourself to be more productive with the hours 
you are there. Once you accept that not every project is 
going to be your best, it becomes easier to cut yourself 
some slack and go to bed. Thus begins your re-entry into 
the real world, with real people, who sleep because they 
have more going on in their lives than school or work.
HOW TO ANSWER A QUESTION: 
Use your words. Speak, but not too fast. Don’t use words 
like “like” or “um,” and know when to stop. It’s sad, but 
I still see people who don’t know when to stop answering 
a question, and it’s a bit like watching a slowly sinking 
ship. It’s sad, and you wish there were something you 
could do, but all you can do is watch. Just answer the 
question... and then stop.
HOW TO BREAK THE RULES: 
“We thought our concept was strong enough that it 
warranted doing something that wasn’t explicitly in 
accordance with the rules.” I should warn the reader, 
that explanation doesn’t work for all rules. Nothing 
frustrated me more in my first years of design than when 
I took great pains to fit my project within the given 
constraints, only to see another project throw the same 
constraints aside and receive more praise. How unfair! 
Those experiences taught me an important lesson. 
Design is about value. It requires making a lot of 
judgment calls where there is no right or wrong answer. 
There’s a certain value in following the rules, and 
there’s a certain value in breaking them. So the short 
answer is: if you want to break the rules, just break 
them. Following them isn’t as important as doing what 
makes you happy.
HOW TO MAINTAIN A SENSE OF HUMOR: 
This comes from the moment when, after many long hours 
of work developing a project, a previously unnoticed 
error becomes obvious, or a much better idea simply 
pops into your head. When review day comes, maybe the 
project that only took three days of work is better 
than yours which took two weeks. Why do things like 
this happen? Because we live in a cruel, cruel world, 
my friends. Architecture professors know this, and 
strive to impress the cruelty of the universe on their 
students by assigning vague, obtuse building programs 
and providing equally vague process criticism. These 
things happen, and often the only thing you can do is 
to have a laugh and move on. It’s a lesson that’s best 
learned young, before facing the real jokes life plays 
on everyone, like taxes, relatives, adult metabolism, 
and for the truly unfortunate, baldness.
In retrospect, even though it’s not a certainty that 
I’ll ever stamp my name on a drawing of a building, 
I think I can safely say that I learned a lot in 
architecture school. But don’t ask me to calculate 
heating and cooling loads; I forgot that completely 
over the summer of 2010.
ONCE YOU BECOME 
ADDICTED TO BEING IN 
STUDIO, IT’S EASY TO TIP OVER 
THAT LINE INTO SPENDING 
ENTIRE NIGHTS THERE 
REALITY
CHECK
When I first started the architectural program at Iowa 
State University, my expectations and assumptions 
of that program were vastly different than what I 
discovered. I thought I’d be piecing spaces and rooms 
together to create buildings, I thought that everything 
I learned in school would only be applicable to my 
education and profession, and I believed that an 
architectural education mandated an architectural 
profession. I truly believed that after five years in 
the program, I would graduate, find an architecture 
firm, and begin my career as a practicing architect. I 
believed that school and work would be perfect examples 
of each other. I thought I would graduate from school 
and have all the answers: where I should live, where I 
should work—I thought that the next 10 to 15 years of 
my life would simply fall into line. I now laugh at my 
idealistic expectations. I wish I would have known what 
I know now when I started the program so that I would 
have been more prepared for the position in which I 
find myself today. I know that many of my fellow peers 
felt and feel as I do, especially those who recently 
graduated. Thus in an effort to pass it forward, or in 
this case back, I’ll tell you where I stumbled along 
the way so that maybe you’ll have a better chance of 
getting it right.
KATELYN RUTLEDGE
ASSUMPTIONS OF ARCHITECTURE:
You all know that saying “assuming makes an ‘ass’ 
out of ‘u’ and ‘me’?  Well that’s how I felt my first 
day of studio. My assumptions were so far off that I 
believed that architecture was no more complex than 
what I learned in my high school drafting class. After 
having professors like John Maves, Mikesch Muecke, 
Mitchell Squire, Gregory Palermo, and Kimberly Zarecor, 
all of whom have such definitive opinions on what it 
means to practice architecture and the responsibilities 
that are inherently attached to that practice, I’ve 
learned that architecture is not simply a practice— it 
influences us and the people for whom we build. Neil 
Leach probably said it best — “our engagement with the 
built environment is never a given, static condition, 
but an ongoing process of constant adaptation”.1 The 
realization of this principle is one that I wish would 
have happened much earlier in my education — I think I 
would have given my buildings a more personal level of 
detail. I would have been aware of the fact that what 
I’m designing is not a 1/16” scale model but rather 
a building to be inhabited by people. A class I took 
my last semester — yes, my last semester — of college 
really threw that now obvious fact into focus. During 
that class, I read Alain de Botton’s Architecture of 
Happiness; and it said that we, as designers, not only 
can but should influence how people react and live in 
our buildings. We have a responsibility to our training 
to positively impact our environment and the human 
population.2 It is that core principle that every 
student of architecture should take away from their 
education, regardless of what they do after graduation.  
ASSUMPTIONS OF SCHOOL:
Thinking that what I learned and experienced in 
my architectural education would only impact my 
architectural future was my most misguided notion of 
all. Between staying up all night, presenting personal 
and highly invested designs to a team of jurors who 
in all likelihood will rip you to pieces, traveling 
to Rome, and learning how to defend a design to a 
professor, I came to realize that learning how to be 
an architect was the smallest piece of my education.  
It is still a bit mind-blowing to realize that I was 
learning how to manage time efficiently, present a 
convoluted idea in an organized way, and accept and 
actually use harsh criticism through my four years in 
the program. I was forced to step outside my comfort 
zone in Rome and I learned how to have an actual, 
professional relationship with professors in contrast 
to the random emails or mass announcements through 
Blackboard to which I had become accustomed. I learned 
how to be myself in a way that I’m not sure business 
or engineering college would have allowed me to be.  
It was incredibly liberating to learn that I could be 
who I wanted to be and design how and what I wanted.  
Architectural classes, especially studio, taught me 
that I can push myself beyond those boundaries to 
which I had constrained myself. I know now that I can 
impress myself by surpassing those limitations, and I 
like to think that my peers and professors were equally 
impressed on occasion. Classes were never just about 
architecture, and I will be forever grateful for the 
things I learned during my experience, even if they are 
not directly applicable to working in a firm. 
ASSUMPTIONS OF MY DEGREE:
Looking back at my 18 year old self when I didn’t 
know what I wanted to do, to my sophomore year when 
I applied to architecture, and then looking at 
myself now, I  wish I would have made some different 
choices. That’s not to say that I wish I hadn’t 
applied to architecture, but rather I wish I had 
broadened my focus beyond architecture. I look at a 
friend who is a junior, who is in interior design 
and getting a business degree, and I think she is 
genius. I wish I would have realized earlier that 
the more options available for where and how to work 
would be very valuable to me now. I’ve learned that 
receiving an architectural education does not dictate 
an architectural profession and with that knowledge, 
I wish I had supplemented my architectural education 
beyond my extra curricula. It was something that I 
never thought about until I participated in Datum.  
During one of our many discussions, we happened to 
debate about what school really teaches us and it was 
astonishing to hear how many of my peers thought that 
it doesn’t teach us to be an architect – rather it 
teaches us, instead, a different way of thinking. We 
learn to think outside the box and create different 
solutions, and we’re good at it. We draw (with really 
expensive pens I might add), we sketch, we create 
crazy things and sometimes we make a building. Arthur 
Danto said “In art schools, for example, skills are 
no longer taught... the main thing was to find the 
means to embody the meanings they were interested 
in conveying”.3 This is so true for architecture, in 
nearly every class and facet of our education.   
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“ D E S I G N  I S  I N  E V E R Y T H I N G  W E  M A K E ,  B U T  I T ’ S  A L S O 
B E T W E E N  T H O S E  T H I N G S .   I T ’ S  A  M I X  O F  C R A F T,  S C I E N C E , 
S T O R Y T E L L I N G ,  P R O PA G A N D A ,  A N D  P H I L O S O P H Y. ”  
-E R I K  A D I G A R D
Our professors didn’t merely teach us to draw, design 
or model (which for some of us, we griped about on 
a daily basis); instead they gave us the means to 
transform our fanciful thoughts into a reality. They 
forced us to learn the basics for ourselves and in 
doing so, allowed us to become better designers.
  
So now here I am, three months after graduation, 
working in a firm and wondering what the rest of my 
life will be like. Will I stay in this profession and 
continue to work on AUTOCAD drawings and details, or 
will I take risks the way I did in school and strike 
out on my own? Honestly, I don’t have the answers 
and while that is incredibly terrifying, it’s also a 
little exciting. So my advice for my fellow graduates: 
enjoy the not knowing. And for those new and upcoming 
architectural students it is this: make the most of 
your education — go wild, design crazy stupid things, 
challenge your peers and professors, step outside your 
comfort zone, and most importantly, have the time  
of your life.
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File to fab is a digital media elective that links the gap between digital media 
and analog fabrication. Today, the design process in our digitized society is 
further relying on computer software to aid the production of prototypes and 
manufactured goods. File to fab encompasses this standard process with a series 
of prototype projects geared to explore different methods of fabrication. 
Applicable to projects 9, 10, 19, and 23.
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